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SYMBOL - AS A REFLECTION METHOD OF TURKIC PEOPLES 

ARTISTIC THINKING: COMPARATIVE HISTORICAL AND 
CULTUROLOGICAL ANALYSIS 

Abstract, Turkic folk art has not been studied as a special subject of mod¬ 
ern Azerbaijani culture. However, paying attention to the systematic features 
of artistic traditions, folklore and written literary works, gives an opportunity 
to think about the processes of the emergence of new aesthetic principles in 
cultural evolution. First, in recent years, eultural culture has tried to consist¬ 
ently analyze the system of development of national creativity and evaluate 
it on the basis of new scientific principles. Secondly, in the context of the 
development of culture, in particular, the study of folk art in the context of 
the consideration of national cultural problems is of paramount importance. 
Thirdly, a person who is inclined to enjoy aesthetic pleasure in his daily life, 
prefers artistic culture, artistic aesthetic criteria that reveal its essence. 

Symbol is a representation of a person’s life in all manifestations of his 
consciousness. It reveals all facets of human existence within the limits of 
creation and destruction, determines the mentality of people who lived in 
the past and living in the modem world, the attitude of a person to being, to 
himself, to people around him and phenomena that appear to man as a result 
of internal changes of being and his own consciousness. A symbol is a logic, a 
culture of human existence, it is an external property of any phenomenon that 
calls to comprehend the secrets of human consciousness and being. 

Key words: Turkic peoples, symbol, ornament, artistic thinking, culture. 

Introduction, Nowadays, the most important task of studying the eulturo- 
logical cycle of disciplines is to involve the individual in the spiritual world of 
a broader range of eultural and artistic meanings, the diversity of worldviews 
both in the historical aspect, and through the disclosure of the peculiarities 
of national eultures. This paper is devoted to the disclosure of the specifics 
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of artistic thinking as a reflection of the artistic image of the Turkic peoples. 
Within the framework of this topic, the investigation justifles the typology of 
a foreign image of space, the speciflcs of awareness of the time and artistic 
images of the Turkic-speaking peoples. As a result of the analysis of artistic 
culture, the genesis of the perception of the image of the Turks is traced. 

Art culture has a special signiflcance in the formation of historical con¬ 
sciousness and social memory of people, therefore the investigation of the 
features of these representations leads to the study in artistic comprehension 
of a non-national world whose image is dictated by the perception of other 
peoples. Thus, the actuality of the topic is that the artistic image of the Turkic 
peoples reflects the main trends in the perception of a foreign world. Focus¬ 
ing on the seareh for common features for different national cultures in the 
image of a foreign world, we mainly paid attention to the image of the Azer¬ 
baijani people. The purpose of the study is to identify the ways, techniques 
and features of creating a foreign artistic space by examining the image of the 
Turkic-speaking peoples of the Caucasus. On the basis of artistic materials, 
the genesis of the image of the Turks of the Caucasus can be traced. 

The interpretation of the main material. We try to reveal the problem of 
imagery in the primitive art in this article. Some people suppose that primitive 
people were very backward, but is not so. Peoples, who lived in prehistoric 
times, had their own cultural and social traditions. And the simple style of 
their art conveys the remote ancestors’ consciousness of mankind. It can be 
assumed that prehistoric peoples lived more harmonious and healthy life than 
we do now. Artists were both shamans and poets in prehistoric society. Primi¬ 
tive art can reveal us the understanding of primitive people about nature, re¬ 
ligion, ritual, etc. in both realistic and abstract images. Living in inflnite con¬ 
nection with nature, a primitive artist could convey an idea of participation 
of mankind of all Universe. Simple scenes from daily life are not just boring 
descriptions of everyday life. The essence of the primitive art is deeper. The 
connotation of the most primitive works is an idea of eternal life. We will as¬ 
sure it in this article. 

The idea of man about the world around him from ancient times till the 
present day is based on images. Visual thinking is a foundation of artistic 
activity during any era. 

The term “symbol” comes from Greek word “symbolon”, which means 
“sign”, “mark”, “attribute”, “password”, “signal”, “omen” [9, p.l8]. Sym- 
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bolic descriptions are product of human thinking. Their formation is associ¬ 
ated with the beginning of the mankind history. The symbols were simple 
signs, when a primitive man began to use them in his life activity for the first 
time. Different symbols, which are associated with hunting, cattle breeding, 
served for satisfaction of various needs of a primitive man simplifying hunt 
and helping to distinguish his cattle from the stranger’s. The meaning range 
of symbolic expressions began gradually to expand due to the development 
of human thinking. Social development laid the foundation of the occurrence 
of religious ideas. As a result there are such early forms of the art as singing 
and dancing. Symbolic imitation of various movements of animals, as well 
as imitation of the hunting, fighting process began to be formed in dances [2, 
p. 78]. Cases of reincarnation as concrete animal accompanied with special 
dressing in its skin began to be shown later in dances. All these process were 
the result of totemizaton of animals. Therefore, the basis of all dances was 
symbolization, so cultural belief always seeks to be presented in the form of 
an image, and the last is a symbol, a totem of spirit in its turn. According to 
people’s beliefs, spirit is symbolized by plants, animals, stone fetish. A widow 
wore symbol of her husband’s spirit in some nations [8, p.77]. So, primitive 
idea of symbols had a sacred, ritual character. Over the years symbols began 
to function as connecting link in different relationships during the process of 
social development. As M.Kashgari testifies, each of Turkic tribes and clans 
had their own specific symbol [11]. The latest representation of this phenom¬ 
enon is a state emblem. Man used symbols in depicting various phenomena. 
For example, different idioms and expression related to war were preserved 
among people, who raised white fiag symbolizing peace. Especially, the ex¬ 
pression “Stones were poured from the hem’’ means a truce in Khwarezm, 
hence “stone” symbolizes war. Therefore, objects turned in symbols, which 
contain different concepts. There is one characteristic episode in dastan “Khi- 
romonpari” spread in Kwarezm. Prince Munavvar Sultan suddenly throws 
eye on the white thing. Approaching closer, he sees a matchless beautiful 
girl there. Seeing her, the prince loses consciousness. The beauty waits for a 
while, but the prince doesn’t come round. Finally she takes off her kerchief, 
lays seven pieces of coal and a comb for the beard on it, then ties the prince’s 
head with it and disappears. Dzhigits (horsemen) find him unconscious and 
bring him to the Padishah. He calls the council to understand the essence of 
the incident. At that time an older woman explains the essence of the items 
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wrapped in the kerchief: the coal is necessary for the jeweler, and the box¬ 
wood comb - “ishorat”, hints at the fact that the girl’s native land is Sham- 
shad [7, p. 301]. The word “ishorat” is used as a meaning of the symbol in 
dastan. So, the girl wanted to express her love by the kerchief, the coal - her 
father’s occupation, the material from which the comb is made - her native 
land. Here all the items are symbols. Great number of such episodes can be 
found in fairy tales. Consequently, some forms of symbols are manifested in 
some genres of folk art. Symbols in one form or another were used for spe¬ 
cific purposes at all stages of human history. Poetic symbols considered by us 
as artistic means have been improved considerably over time. Apparently, for 
this reason, different approaches to the consideration of symbols coexist in 
linguistic science. The meaning of the word “symbol” differs by much confu¬ 
sion and ambiguity in the history of philosophy and aesthetics, that almost 
every author understands them in his own way, confuses it with “allegory”, 
simply with “sign”, “imagery”, “personification”, “emblem”, “expression”, 
etc. [9, p. 18]. History of conception “symbol-sign” begins with high antiquity 
in Turkic folkloristics. However, the fact is that the symbol was perceived not 
as specific phenomenon of poetic language, but as item, as something inex¬ 
plicable and limited in the space, as emblem [6, p. 250]. According to some 
scientists’ theory, the symbol is a psychological conception, not poetic. 

Symbols are often used in oral and written literature. There are such im¬ 
ages in classical literature and folk art, which contain an essence of a certain 
symbolic concept, besides their role in work. Folk songs are directly related 
to their creators’ life and outlook. This genre, which is considered as a fruit 
of artistic thinking of a nation, originates from a primitive system. For this 
reason, it is impossible to find out completely the essence of poetics of folk 
songs without studying totemism, shamanism, enchantment, cults of harvest, 
ceremonies and traditions existing in mind of nation. It is necessary to study 
profoundly each song, image, means of figurativeness, a single word [3, p. 9]. 
Thus, speaking about folk music, it is necessary to mention that symbols in 
their composition occupy an important place among other artistic means. In 
its turn, they differ from other tropes by their peculiarities. Symbolic expres¬ 
sion is not a single trope. Traditions, customs, different rituals, social think¬ 
ing, magic and mythological world view of a nation are reflected in it. As 
mentioned above, symbol passed a long way, survived evolutionary changes 
and has turned into artistic mean expressing poetic views. Poetic expression 
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of symbol is so substantial that it has logical semantics coming from figura¬ 
tiveness. Therefore, imagery is not eomprehended without symbolism. “If 
based on exaet definition of the symbol, then the imagery aetually never dis¬ 
pense without the symbol, although the symbol is quite speeifie here” [9, p. 
144]. Thus, as a result of evolutionary development, the symbol turned from 
a single sign into an important artistie mean. Symbolie expressions deserib- 
ing life and eeremonies of a nation are used aetively in folk songs. The study 
of symbol as the most important artistie mean, whieh raises artistie-aesthetie 
pathos of songs, serves to reveal various sides of people’s worldview. 

The eorrelation of symbol and imagery in the theoretieal aspeet is eom- 
plieated by the faet that both eoneepts have many interpretations, and eorre- 
sponding phenomena exist in erossing spheres and similar eontexts, howev¬ 
er the role of these ones are different in language of eulture, whieh requires 
their elear separation based on the striet opposition of eoneepts. We high¬ 
light the elosest interpretation of symbol and imagery as signs of a speeial 
kind in this work, espeeially refleeting and transforming reality. Symbol 
and imagery are similar by their strueture in semiotie terms, whieh eon- 
neet individual and universal, a eonerete subjeet and abstraet idea. Henee a 
partial matehing of these eoneepts and their mutual defining interpretation 
appear: “Symbol is an image taken in the aspeet of its signifioanee, and a 
sign provided with all harmony of the myth and inexhaustible riehness of 
the image. Every symbol is an image (and at least to some extent, every im¬ 
age is a symbol)” [6, p. 826]. As signs, the similarity of symbol and imagery 
is also found in rigid eonditionality, natural embeddedness of these ones in 
the eorresponding systems. Imagery doesn’t eontain any eertain thoughts 
on its own. Attempts to determine loeal funetion of eaeh image in artistie 
harmony lead to impoverishment of artistie sense. Imagery means more 
than it is, it is many-valued and many-toned exaetly owing to interfaeing 
with other imageries [1]. A similar effeet also eharaeterizes the symbols: 
their eonsideration leads inevitably to desymbolization, transformation into 
proper signs out of eomprehensive spaee of eulture [10, p. 101-102], but 
eodifieation of the symbols eertainly supposes fragmentarity of the defini¬ 
tions refieeting the essenee of the signified very eonditionally and remotely. 
Moreover, aesthetie systems get into symbolieal systems enriehing seman- 
tie spaee of eulture, as well as symbolie systems get into aesthetie systems 
in their return enriehing the last ones. 
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Due to above-mentioned similarities, a question arises about the eorrela- 
tion between figurative and symbolie in these signs, whieh is diflfieultto answer 
unambiguously, as no sigh ean beeome a symbol without engaging figurative¬ 
ness, but no sign ean beeome an imagery without aspiration to symbolism. 
From the point of view, aeeording to that the symbol has to be eonsidered sep¬ 
arately from the eoneept of the imagery, A.F. Losev states that the imagery, 
whieh is always based on the symbol, has autonomous-eontemplative value, 
even taking into aeeount the real-historieal and ideologieal loading of the 
work. The general eauses an infinite semantie series of singularities in “elear” 
imagery, but sueh image eonstruets itself by taking in isolation from every¬ 
thing else. However taking into aeeount the faet that art pieee doesn’t aetually 
exist in isolation from extra-artistie reality, returns the author’s reasoning on 
the way of terminologieal diffusion: “the idea is a symbol of a kn own image, 
but the image is a symbol of the idea, and this ideologieal figurativeness or 
figurative ideologie eontent are given as a single and indivisible whole” [11, 
p. 116-119]. Consequently, the eriterion of aesthetie eontemplation ean’t be 
used separately in this ease. Comparison of imagery and symbol seems more 
produetive for differentiation of the eonsidered eoneepts eoneerning the most 
eommon peeuliarities of their funetioning. The eoneeption of imagery is un¬ 
derstood as the aesthetie eategory uniting the way and form of mastering and 
transformation of the reality in art [5; 8]. We are going to eonsider similarities 
and differenees of the symbol and imagery basing on two pairs of eorrelated 
eategories: the way and form, mastering and transformation. If eonsidering 
the imagery as a learning form of the reality, we deal with the objeet, whieh 
is praetieally identieal to the symbol, as the imagery is able to fix that eontent 
of the objeets of the reality, whieh is inaeeessible to eonventional sign eor- 
related with the eoneept. The question is not about what lies in the plane of 
eategories and eoneepts (designation and eognition), but about what lies in 
the field of meanings and relations (expression, understanding) in any artistie 
text, as well as in any ease of operating by the symbol. Coneeptual differenee 
is related to the faet that the imagery is ineluded in a system limited formally 
by the frame of the text, eyele, author’s ereativity, while the symbol is a unit 
of a language and so it has no any formal borders. Arising within a framework 
of author’s aesthetie system, hypothetieally the imagery ean gain the value, 
whieh is important for the whole eulture, and ean be ineluded in its symbolie 
system and thus - ean be symbolized. However, in faet, this hypothesis ean- 
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not be confirmed: author’s images, which are endowed by symbolic content, 
originate in certain symbolic systems. Hence it is necessary to recognize that 
the imagery is an author’s transformation (actualization) of naturally collec¬ 
tive symbol within the aesthetic system according to the intention or internal 
logic of the work. It should be noted that the symbol, which is transformed 
in the imagery, receives the necessary fraction of concreteness, perceptibility 
for the connection to the symbolic space of the culture. Stimulating imagina¬ 
tion, the imagery causes a person not so much to interpret a symbol, but to 
experience it. In this regard, the imagery is an intermediary between symbolic 
(spiritual) and immediate (material, social) aspects of human being. 

If the symbol is considered as a form of the reality transformation, a differ¬ 
ent correlation of the symbol with the imagery arises. It is peculiar to a person 
to endow the reality surrounding him by characteristics naturally not peculiar 
to it. The ability of the symbol and imagery to express different properties of 
things, to fix the halo of over-conceptuality provides a person with all neces¬ 
sary for it. But if in the case of the imagery, the vector of transformation is 
aesthetic, then in case of the symbol the vector is existential. The imagery 
provides an emotional saturation of life by its placing in the coordinate sys¬ 
tem of the beauty and ugly. The symbol provides human life with sense, as it 
gives spiritually significant components to the material object. If the imagery 
makes a person a contemplator, then the symbol makes a person an interpreter 
of life and an accomplice of events of universal scale. It is the symbols that 
indicate to a person the meaning of his own existence, while the imageries 
act as imaginary models, with which a person commensurates his life. If to 
consider the symbol as a way of learning the reality, its similarity with the 
imagery is revealed again. The object of the reality, which is placed in the 
context of art work, enters into specific connections selected and organized 
by an author. As a result of such interaction, the obtained imagery expresses 
those properties of the reality object, which are not so bright to become no¬ 
ticeable in the complex relations of the reality. The symbol also makes a cer¬ 
tain vague, a blurred content distinct that is used actively by authors to create 
the fabric of art work. However, the imagery arises in a special context: any 
changes in the structure of art work will lead to appearance of different im¬ 
age. Symbolic content practically doesn’t depend on a context of a concrete 
work, and any use of the symbol doesn’t reduce, but increase number of pos¬ 
sible interactions. In this regard, it may seem paradoxical that the symbol 
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as a sign, which is constantly expanding a range of interactions, is used in 
literary texts directed to reduction of possible interactions of the objects in 
comparison with inartistic reality. The effectiveness of the symbol in literary 
text was due to the fact that infinity of relations expressed by it is also fo¬ 
cused by it (symbol). In this way the symbol compresses the information and 
allows to create an artificial reality, to set up experiment in relatively small 
contexts as a result of which becomes an art work. If to consider the imagery 
as a way of reality transformation, the symbol correlates with the imagery in 
the instrumental plan. The imagery, as well as the symbol, takes a person to 
his life, activities, etc. For example, the symbol of a star in Soviet ideology 
determined the character of human interaction with the world (including the 
destructive aggression in relation to everything connected with the symbol of 
the cross). On the other side, samples of Soviet man’s life were represented 
by PavelKorchagin’s, Alexei Meresyev’s and others images. Moreover, the 
imagery and the symbol are able to program events: hence the combination 
of aesthetic and magical in folk poetry, plots, prayers. But the imagery trans¬ 
forms the reality by changing a person. The symbol is able to be entered into 
the real (profane or saeral) actuality. It is especially noticeable in the cultures 
of Japan and China, in which a separate hieroglyph is used as the appeal to the 
higher forces. At the same time, the influence of the imagery is programmed 
by an author, but the influence of a symbol by all symbolic system. Therefore, 
despite the substantial similarity that exists in the presence of some kind of 
non-subject content, over the conceptual meaning allowing them to act as 
forms and methods of learning and transformation of the reality, the imagery 
and symbol differ as local and universal, individual and collective, aesthetic 
and existential, updating re-thinking and focusing sensible addressed to a per¬ 
son and the world. 

Art experts have noticed repeatedly that almost every artist starting the 
sketch for the future canvas realizes his plot only half, and the finished canvas 
differs greatly from the original sketches. An audience will see only a result 
of a master’s creative search in the finished canvas. Perhaps their impression 
from the result will be very different from those emotions, those feelings that 
an author has invested in his creation. So what imagery of this picture will be? 
Will art work created by an author be perceived by audience, or will be de¬ 
scribed by an art historian after a century? And in general - what is the actual 
“imagery”? How does it differ from the “image” in the ordinary conception? 
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A number of arguments and examples will be given in the course of the work 
leading to answers to the raised questions. We will consider the concept “im¬ 
agery” in the art of primitive peoples. 

The study of the art of preliterate cultures is associated with a variety of 
difficulties. First of all we don’t know for certain what beliefs of these an¬ 
cient peoples were, how their worldview was. Secondly, we risk attributing 
our subjective opinion to the ancient masters, thereby distorting the original 
content of the images created by ancient artists. Nevertheless, mythology, 
comparative ethnography and archeology give us materials based on which 
we can restore at least partially the worldview of primitive peoples, approach 
understanding of inner essence of cultural heritage created by them. Monu¬ 
ments of rock painting should be considered not only as artifacts, which have 
exclusively historical value, but as full works of fine arts generated by the 
creative imagination of the ancient masters. 

According to Herbert Kiihn, “for all the primitiveness of economic form 
of primitive people and the whole life, the world of these peoples absolutely is 
not primitive, but only differently perceived and experienced in other forms; 
art is inseparable from other manifestations of spiritual life, it is connected, 
interwoven with thousand threads with life and it is the very life of primitive 
peoples. So, we must consider this art completely from a new point of view” 
[6, p.l5]. Figurative expression in the art of primitive people requires a sepa¬ 
rate study. This is necessary to approach the understanding of all depth of the 
ancient works of the fine arts. 

Of course the very concept “imagery” was unknown to primitive crea¬ 
tors. For the first time the problem of the image was allocated in a sepa¬ 
rate theme in the early 19th century in the history of philosophical thought. 
G.W.Hegel (1770-1831) considering poesy, laid the foundation for theoretical 
construction of succeeding generations of masters of philosophical and aes¬ 
thetic thoughts. German philosopher relied on the imagery as to that special 
property, which is peculiar to poetic thinking. He saw such “a phenomenon, 
in which we perceive directly the substantial in the inseparable unity with 
it through the external and its individuality, and thus an idea appears as one 
and the same integrity, as a concept of the object and its external being in the 
inner world” in the image [4]. According to Hegel, the image allows a per¬ 
son to see the subject in all of its real concrete-sensual fullness. The image 
never arises by itself- there is always a need for means to express it. Sounds, 
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words, colours or formulas serve as a kind of structural material for raising of 
images. Idea complexes of typical and paramount importance in life already 
began to form among people during working career and social life in Paleo¬ 
lithic and Neolithic times. These ideas had to be expressed and fixed. So the 
first communication means - ancient drawings, special gestures and objects, 
which served not so much as a way of transfer and accumulation of informa¬ 
tion, but they were endowed by magical content and used in rituals. Rituals, 
in their turn, regularized the life of primitive society, revealed its hierarchical 
structure. Rituals were accompanied by singing, dancing, certain actions, and 
therefore they saved and carried concrete information concerning the life of 
society and its connection with surrounding world from century to century. 
So, ritual was conceptually first, syncretical semiotic system. Different (more 
specifically - being like in our modern understanding) signs and figurative 
structures coexisted and completed each other during the process of rituals. 
The borders between “language of dance”, “language of music”, “language 
of gestures”, “descriptive and poetic language” were erased in rituals; they 
were inextricably connected and identified and they were tradition without 
which the cohesion and related prosperity would be simply unthinkable in 
a primitive society. Writing as peculiarly quite complete linguistic systems 
came out of the depth of the rituals including those that were beyond a single 
tribe, and were a part of a primitive “foreign policy”. It is about declaration 
of war or conclusion of peace. Tribes living in the neighbourhood spoke not 
necessarily in close languages and belonged to related ethnic groups. As more 
we consider high antiquity, as more we find the diversity and predominance 
of “local” over the “imperial” one. Of course a classic example is Ancient 
Greece with the course of its history from policy, city-state, till Hellenism 
epoch. However, disunity of the world were manifested clearly in the world 
of nomads in ancient times, where collision of tribes between themselves was 
not just necessity dictated by the way of life, but was a certain sacred action 
perceived as basic law of being, as a guarantee of a balance between good 
and evil. 

It is known that writing of the nomads appeared later than in settled peo¬ 
ples, which is symptomatic. It is worth to focus the attention especially on 
this issue. Thinking of a nomad is thoroughly figurative, but consciousness 
of the one who works at land leans more to signs. Why? It is impossible to 
give an unambiguous answer to this question. Psychologists can appeal to the 
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peculiarities of the psychology of representatives of two different worlds in 
this situation. Historians will seek the answer in the difference of commer¬ 
cial-economic structure. Finally both will resort to numerous examples and 
hypotheses, but their answers will remain very vague, because when it is 
referred to cultures of the ancients (both nomadic and settled), not only a syn¬ 
cretic approach, but also truly philosophical approach is needed. But philoso¬ 
phy is an apophatic science. Really, as for preliterate times, archaeology gives 
us only artefacts, which in its turn generate more conjecture and questions 
than concrete knowledge. The study of high antiquity is always a philosophi¬ 
cal occupation, despite the fact that there was no philosophy at those days! 
So, what is the peculiarity of the nomadic worldview? The rhythm of the life 
of nomadic tribes is dynamic and unpredictable. Time, in other words the way 
by which we usually measure the life lived by us, flies for the nomad accord¬ 
ing to travelled ways. It is interesting that some nomadic peoples measure the 
time not in minutes and hours or identical to these units, but in the amount of 
overcome space. When we And a description of how a hero passes from one 
area to other for a dozen rounds of “the flight of a crane wedge” in Turkic 
epos, then this is not an abstract beautiful metaphor. The time was measured 
in this way. It can be said that the imagery of thinking is generated by the 
peculiarity of the life rhythm in this case. 

Communication between the various nomadic tribes was carried out by 
figurative (rarely, almost never, “ signed) means. For example, if a leader of a 
tribe declared war, he sent tips of military copies or arrows to the enemy, and 
if he wanted to make peace, he sent a bunch of hair of warhorses. The item, 
which had utilitarian function, was allocated by figurative content, became a 
carrier of information, transformed into a materialized incarnation of abstract 
concepts. 

Conclusion, The life of settled peoples was characterized by the rhyth- 
micity. Their understanding of the time was close to modern. Again, it is no 
coincidence that sundial was used in Greece, Egypt and China since ancient 
times. Maintaining of a measured rhythm of the life requires the fixation of 
certain phenomena associated with the circularity of being. Here it cannot be 
done without sign systems. After all the image always tends to understate¬ 
ment and uncertainty. The sign is more concrete and stable. The course of life 
where there was a need to fix certain events and phenomena for maintenance 
of certain rhythm, also was the main opportunity for invention of writing sys- 
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terns. Many researchers call the first writing the pictography. Similar position 
is highly controversial, because petroglyphs don’t serve solely for imprinting 
of any information, figurative and sign beginning coexists to closely in them. 

Carriers of mythological consciousness considered real not just the inter¬ 
relatedness of all elements of being, but the complicity of “all things”. The 
sound for the ancients was full-fiedged way, the word could be not just as¬ 
sociated with a certain object, but generally it replaced it. Levy Bruhl called a 
total of ideas about indivisibility of all elements of the world as participation 
(participation - complicity). It is known that primitive people saw a natural 
connection between the sounding of the world and the object designated by 
it. They attributed magical power to words. 

Viiqar Karimli (Azarbaycan) 

Simvol-tiirkxalqlarinm badii du^iincdsinin tazahurii kimi: miiqayisdli 

tarixi-kulturoloji tahlil 

Turk xalq sonoti muasir Azorbaycan modoniyyotinin xususi bir movzusu 
olaraq geni§ todqiq edilmomi^dir. Lakin bodii ononobrin, folklorun vo odobi 
osarbrin sistematik xususiyyatbrina diqqat yetirarak, madani takamiilun yeni 
estetik prinsipbrinin yaranma prosesbri uzarinda du§unmaya imkan yaradir. 
Birincisi, son ilbrda madaniyyat xalq sanatinin inki§af sistemini ardicd olaraq 
tahlil etmaya va yeni elmi prinsipbr asasmda qiymatbndirmaya 9 ah§mi§dir. Tkin- 
cisi, madaniyyatin inki§afi kontekstinda, xiisusib milli va madani problembrm 
nazara ahnmasi kontekstinda xalq sanatinm oyranilmasi 90 X vacibdir. U 9 uncusu, 
giindalik hayatda estetik zovq almaga macbur olan bir in s anin badii madaniyyati, 
mahiyyatini ortaya qoyan badii estetik meyarlar ustiindur. 

Simvol, §uurun butiin tazahurbrinda insan hayatmm tamsilidir. Yaraddi§ 
va mahv hiidudlari i 9 inda insan movcudlugunun butiin istiqamatbrini ortaya 
qoyur, ke 9 mi§da va muasir diinyada ya§ayan insanlarm mentalitetini, insanin 
oziina va atrafdaki insanlara munasibatini dayi§iklikbri naticasinda meydana 
9 ixan hadisadir. Simvol mantiqdir, madaniyyatdir, insan §uurunu va movcud 
sirbri dark etmak u 9 un bir abtdir. 

Agar sozhr: Tiirk xalqlari, simvol, ornament, badii du§unca, madaniyyat. 
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Byzap KepuMJiu (A3ep6audzfcaH) 

Chmboji - KaK MCTOA oxpasKeHHH xyAoacecTBeHHoro MbiuiJieHHH 

TIOpKCKHX HapOAOB: CpaBHHT&lbHblH HCTOpHKO-KyJlbXypOJlOrHHeCKHH 

anajiHS 

XiopKCKoe napoAHoe HCKyccxBO ne nsynanocb KaK ocoSbih npcAMex co- 
BpeMCHHOH a3ep6aHA>KaHCKOH Kyjibxypw. OAnaKO, oSpamaa BKHManne na 
CHCxeMaxHHecKHe ocoSchhocxh xyaoiKecxBeHHbix xpaAnuHn, (})OJibKJiopHbix 
H jiHxepaxypHbix npoHSBeAGHHH, Aaex B03M0)KH0CXb 3aAyMaxbca o nponec- 
cax B03HHKH0BeHHa HOBbIX 3CXeXHHeCKHX npHHUHnOB B KyjIbXypnOH 3BOJIIO- 
UHH. Bo-nepBbix, b nocaeAHne roAbi Kyabxypa nbixaaacb nocacAOBaxeabno 
aHajiH3HpoBaxb CHCxeMy pa3BHXHa napoAHoro xBopnecxBa h oneHHBaxb ee 
na ocHOBe hobbix nayHHbix npHnunnoB. Bo-Bxopwx, b KonxeKcxe paaBHxna 
Kyabxypbi, b hbcxhocxh, HayneHne napoAHoro ncKyccxBa b KonxeKcxe pac- 
CMOxpeHHa HauHOHajibHO-KyabxypHbix npoSaeM HMeex nepBOCxenennoe 
anaHCHHe. B-xpexbnx, neaoBeK, Koxopbifi CKaoHen nacaaacAaxbca acxexHne- 
CKHM yAOBoabcxBHeM B CBoeii noBceAHeBHOH >kh3hh, npcAnoHHxaex xyAOXce- 
cxBeHHyio Kynbxypy, xyAO)KecxBeHHbie acxexHHecKne KpnxepnH, pacKpwBa- 
lomne ee cymHOCXb. 

CHMBoaHKa - 3X0 npeACxaBaeHHe )kh3hh neaoBeKa bo Bcex npoaBaennax 
ero coanaHHa. Oh pacKpbiBaex Bce xpaHH HeaoBeHecKoro cynjeoxBOBaHHa b 
npeAeaax coaHAaHHa h paapymeHHa, onpeAcaaex MenxaabHOCXb acHBniHx b 
npomaoM h acHByniHx b coBpeMeHHOM MHpe aiOAefi, oxHomeHHe neaoBeKa k 
S bixHK), K caMOMy ce6e, k OKpyacaionjHM hioa^m h aBaeHHaM, Koxopbie npeA- 
cxaiox nepeA neaoBeKOM b peayiibxaxe BHyxpeHHHx HaMeneHHH Sbixpia h ero 
coScxBeHHoro coanaHHa. Chmboh — 3 x 0 aoxHKa, Kyabxypa cyniecxBOBaHHa 
HeaoBOKa, 3 x 0 BHemnee cbohcxbo aioSoro aBaeHHa, Koxopoe npnabiBaex no- 
cxHHb xaHHbi coanaHHa HcaoBCKa h SbixHa. 

Kmoueebie cjioea: XiopKCKHC napoAbi, chmboh, opnaMonx, xyAoacecxBCH- 
Hoe MbimacHHC, Kyabxypa. 
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